The objective of this article is to propose a first exploratory analysis of the Spanish YouTubers' main productions and practices. Following the description of the emergence of YouTube in the context of media ecology, the article presents a general overview of the top ten Spanish YouTubers' production based on quantitative data. The study continues with a semiotic/discursive analysis of their audio-visual production's main distinctive traits. As traditional television is imitating nowadays these new media expressions, this article also addresses the aesthetics and grammar of Yutubers, a TV program produced by Comedy Central that simulates the Spanish YouTubers channels' aesthetics and language. The analysis concludes with a discussion on the study's findings and a series of questions about these new media subjects.
• What genres can be identified in the top Spanish YouTubers' production?
As to the analysis of adaptation processes by traditional media, the research focused on a Spanish TV show that reproduces the style of the YouTubers' broadcasts. In this case the question that structured the research was:
• How is traditional television -in this case, the Spanish TV show Yutubers- simulating the style of the YouTubers' videos? Section 1 presents a short introduction to YouTube as an emerging platform in the new media ecology and justifies the pertinence of media ecology as a theoretical framework for understanding media emergence and adaptation processes. This section also addresses why the analysis of a traditional TV show may be useful for the detection of adaptation attempts by 'old' media. The second section describes the YouTubers as new media subjects and introduces in a simplified way the main semiotic and discursive analytical categories applied to the different videos; this section concludes with an identikit of the top Spanish YouTubers based on quantitative data. Section 3 presents the analysis of the YouTubers' discourse focusing on the contact and emotive enunciation, genre, and enunciative contracts. Finally, Section 4 deals with Yutubers, the TV show that remediates the styles and grammar of the YouTubers' channels. The article concludes with a synthesis of the findings and a series of orientations for future researchers in this field.
THE EMERGENCE OF A NEW MEDIA PLATFORM
YouTube was officially launched in June 2005 by three former PayPal employees.
Thanks to a simple interface that allows the user to upload, publish and watch streaming videos, YouTube conquered in a few months' time the favour of thousands of users. As an aggregator of content but not a content producer itself, YouTube did not threaten directly the logic of commercial broadcasting. After a few years' time YouTube's original by-line -'Your Digital Video Repository'-changed into the cooler 'Broadcast Yourself', as traditional media soon discovered 'the new thing' and kept it within their radars. The rest of the story is well-known: in October 2006 Google acquired YouTube for US$ 1.65 billion dollars, and in a few years it got transformed into a broadcast platform, a media archive and a social network (Burgess and Green, 2009: pos. 194 ).
Van Dijck described YouTube's evolution as follows:
YouTube did not really invent video sharing as a socio-technological practice, and neither did it revolutionize broadcast technology. Contrary to public image, Google pushed professional content at an early stage, and its innovative online strategies soon merged with conventional broadcast tactics; and, last but not least, YouTube's users were anything but complacent dudes (2013: 111).
According to Burgess and Green (2009) it is not always easy to make sense out of YouTube:
Even more than television, [YouTube] is a particularly unstable object of study, marked by dynamic change (both in terms of videos and organization), a diversity of content (which moves with a different rhythm to television but likewise flows through, and often disappears from, the service), and a similar quotidian frequency, or 'everydayness' (Burgess and Green, 2009, pos. 206) .
The emergence of YouTube as a media platform reformulated a series of polarities, for example commercial interests versus public good (Van Dijck, 2013; Cunningham, Craig, and Silver, 2016; Jenkins 2006a; Jenkins, Ito and Boyd, 2016) , professional production versus amateur content creation (Jenkins, 1992 (Jenkins, , 2006b Hellekson, and Busse, 2006; Burgess and Green, 2009; Lange, 2008 Lange, , 2011 Aranda, Sánchez-Navarro and Roig, 2013) , public versus private behaviour (Gal, 2002; Lange, 2008) , intermediation versus disintermediation (Houle, 2007; Lobato, 2016; Vonderau, 2016) , and memory preservation versus experiential communication (Lange, 2011) .
Today, YouTube is a major and diversified player in the contemporary media ecology, expanding well beyond amateur video-sharing and undergoing the creation of original content, video rentals and major music licensing deals (Cunningham and Silver, 2013) .
According to Burgess (2014) , as the platform is starting to address a much broader range of users,
[…] their invitations to these new participants are becoming more audiencecentred, potentially working to dissolve the tension between author-and audience-centric versions of the user that were so culturally generative of new genres, forms and practices at earlier phases (Burgess, 2014: 283-84 ).
As YouTube is still going through an 'interpretative flexible' stage of its evolution (Van Dijck, 2013 ) -the technology is still open to new recombinations, remediations and mutations-, vloggers or YouTubers, as we will call them along this article, are situated at the centre of those tensions and processes.
YouTube from the perspective of media ecology
Media ecologists have developed a holistic approach in their study of emerging media.
Such approach integrates the study of the evolution of media with the socioeconomic processes from that particular historical moment. An example of this is the study of the parallel development of railroads and telegraphy in the nineteenth century (Innis, 2003) .
In Understanding Media, McLuhan (2003) noted another supplementary aspect to this:
'media interact among themselves. Radio changed the form of the news story as much as it altered the film image in the talkies. TV caused drastic changes in radio programming and in the form of the thing or documentary novel' (78). McLuhan summarized this concept in one of his famous aphorisms: 'No medium has its meaning or existence alone, but only in constant interplay with other media ' (2003: 43) . It could be said that in the beginning of the 21st century, the old 'media species' (radio, cinema, television, books, etc.) have to compete with the new ones (YouTube, Twitter, Facebook, mobile devices, etc.) and, at the same time, adapt and adopt traits from the new interactive environment in order to survive (Scolari, 2012 (Scolari, , 2013 .
The media ecology metaphor is at the centre of many researchers' analysis. Using a perspective that combines political economy and actor-network theory, Van Dijck (2013) considers YouTube and platforms alike such as Facebook as 'microsystems' that, combined, constitute the 'ecosystem of connective media' (21) .
Each microsystem is sensitive to changes in other parts of the ecosystem: if Facebook changes its interface settings, Google reacts by tweaking its artillery of platforms; if participation in Wikipedia should wane, Google's algorithmic remedies could work wonders. It is important to map convolutions in this first format stage of connective media's growth because it may teach us about current and future distribution of powers (2013: 21) . This idea -media are not alone, they can only be understood as parts of an interconnected ecology-is very useful to understand the relation between YouTube and traditional television. According to Van Dijck, if we look at much of YouTube's content, it is hard to observe any distinction between typical YouTube content and broadcast content because of mutual imitation: 'YouTube tried to become more like television, while television increasingly adopted features from YouTube' (121).
It could be said that contemporary audio-visual production subjected its aesthetics and content to evolution in order to satisfy the desires of a new generation of viewers formed in hypertextual experience. This phenomenon has been defined as 'hypertelevision'. What's hypertelevision? It is television remediating (Bolter and Grusin, 1999) 'new' interactive media. In this period of transition, 'old' media like television must adapt to the new media ecology. How does television adapt? It does so by adopting traits of the new interactive media and simulating digital interactions on screen. Hypertelevision is addressing viewers with an elevated expertise in fragmented textualities and advanced skills in navigating interactive environments. In this context, contemporary television must evolve its aesthetics and contents to satisfy the desires of a new generation of viewers formed in hypertextual experiences. Hypertelevision shows a long series of traits, including screen fragmentation, the acceleration of rhythm, an endless intertextuality, the rupture of narrative linearity, and the multiplication of characters and narrative programs (Scolari, 2009: 41) . This short reflection on how old television is simulating YouTube's content will be reprised in the analysis of the of Everyday Life-put it, the companies are developing 'strategies that mimic people's tactics of bricolage, reassembly, and remix. The logic of tactics has now become the logic of strategies' (Manovich, 2009: 324) . Taking into account how media has evolved, it is almost a 'natural' shift: if traditional media wants to survive, it has to adapt to the new media ecology. Therefore, an old medium like television must adopt traits of the new media. This is the only way it can reach youngest audiences and establish a 'watching contract' with them. In this sense, Yutubers should be considered an example of hypertelevision, that is, television simulating new interactive media.
YOUTUBERS AS A RESEARCH OBJECT

The new media subject: YouTubers
YouTube's content comes from different sources (mainstream media, fan communities, amateurs, professionals, etc.). It has developed its 'own, internal system of celebrity based on and reflecting values that don't necessarily match up neatly with those of the dominant media' (Burgess and Green, 2009, pos. 506) . The platform has created its own stars, advanced users that have developed their own personal brands and reach large audiences by producing content within and for YouTube. Webcam technology, the aesthetics of the video blogs, the confessional style and the celebration of the 'bedroom cultures' -an online phenomena born before YouTube-should also be considered when analysing the foundations of these new media subjects. Finally, it should be remembered that the top YouTubers have already gone professional. Nonetheless, according to Burgess and Green, the distinction between professional/amateur is no longer useful to interpret the YouTube practices (2009, pos. 1045). Carlón (2012) proposed the identification of two levels in his analysis of the use of digital interactive media by a particular subject. The first level, revolving around a socio-technical status, addresses the possibilities of the subject to operate devices in the complex interplay of hypermedia. The second level addresses the activity of the subject in their discursive dimension.
From the moment they create their 'personal profiles', Facebook users become media themselves. And because of this, they generate discourses to communicate their actions and thoughts; they find out what happens, ask their friends questions, organise events, etc.
[…] From our perspective, these enunciators are media subjects (Carlón, 2012: 182-183 ).
YouTubers are not just 'young people uploading videos to the Internet': they create their individuality through those videos. Therefore, YouTubers should also be considered as 'media subjects'. Mediaset engaged in a war of tweets with the famous YouTuber, confirming that for old media managers these new subjects are not easy to process and interpret.
Semiotics and discursive analytical categories
In our search for answers to these questions, we applied a set of semiotic and discursive categories to the textual corpus:
• Contact enunciation: In 1960, Jakobson defined six functions of language:
referential, poetic, emotive, conative, phatic and metalingual. Inspired by Jakobon's phatic function, the analysis of the bond between the YouTuber-speaker and his/her listeners-viewers is based on five resources: two of them are of a discursive nature (looking into camera, constantly addressing the listener-viewer during the broadcast), while the remaining three are related to the distinctive features the medium has to offer (traffic counters, likes, dislikes and comments counters, articulation with other media and platforms).
• Emotive enunciation: another distinctive attribute of the YouTubers' videos is their emphasized emotive function (Jakobson 1960) . If the phatic function is associated with the contact/channel factor, the emotive -also called expressive or affective-function relates to the addresser (sender) of the communication act, showing the individual style of each YouTuber.
• Genre: in order to classify YouTubers' videos into different genres, we followed
Bakhtin's classic definition of genre. If language is realized in the form of individual concrete utterances, three aspects -thematic content, style, and compositional structure-are 'inseparably linked to the whole of the utterance and are equally determined by the specific nature of the particular sphere of communication'. Even if each separate utterance is individual, each sphere in which language is used 'develops its own relatively stable types of these utterances ' (1986: 60) . Bakhtin called these relatively stable types of utterances 'genres'.
• Enunciative contract: Verón (1985) proposed the notion of "reading contract" when conceptualizing the relation between newspapers and their readers. Such relation is established between an enunciator (or addresser) and an enunciatee (or addressee).
The addressee can then accept or refuse said contract proposed by the addresser. The notion of contract was applied in the study of various media; in this research, we use it to analyse the proposed relation between the YouTuber-enunciator and the audience-enunciatee.
As already indicated, these will be used as pertinent categories within the media ecology theoretical framework that supports the research.
Identikit of the Spanish YouTubers
Even if the present article is not based on a quantitative-oriented research, before addressing the analysis of the Spanish YouTubers' audio-visual discourse it is necessary to briefly describe the real impact of these channels. This description is based on quantitative data collected in July 2015. According to SocialBlade, a website that tracks users performance using YouTube Statistics Tool, the top ten YouTube channels in Spain on July 2, 2015 were the following: All of these video channels are managed by young male YouTubers. As it can be seen, they are the kings of the Spanish youtubesphere. For a first analysis of these channels we have used a tool that extracts the basic data of their last published videos (genre, number of comments, likes, average views, video length, etc.). The analysis focused on the 100 most viewed videos created by the YouTubers that manage each channel ( Table   2 ). The most viewed videos were detected using Vidooly -http://vidooly.com. 
THE DISCOURSE OF SPANISH YOUTUBERS
In this section we present an analysis of the YouTubers' production based on semiotic and discursive categories. We carried out an analysis of the top five videos of each YouTuber based on the following categories: highest rating, number of comments and number of views. We will refer to the most representative of the topics covered drawn from a total of 150 videos; at the same time, we will also present some of the semiotic and discursive operations that characterise the YouTubers' videos production grammars. 
Contact enunciation
The first visible operation in the YouTubers' audio-visual enunciation is the importance given to contact. Whatever its genre or language used, YouTubers' videos have a marked phatic function (Jakobson 1960 ) that constantly reaffirms the bond between the YouTuber-speaker and the listeners-viewers. Usually, YouTubers look into camera and address their viewers in their videos ( Figure 1 ). The way the YouTuber-speaker acts is similar to the way TV hosts do, as described by Verón (1983) and Casetti & Di Chio (1998) , when referring to uttered enunciation. By looking into the eyes of the viewers, the enunciative effect gets enhanced, and this creates tension between the public nature of the exchange and interindividual visual contact.
Setting up my room in Los Angeles
However, even though looking into camera is a distinguishing mark of this kind of videos, YouTubers may not look into the camera for long periods of time or may also record entire videos in which they do not appear on camera. But what rarely happens is them keeping quiet. YouTubers talk tirelessly. Their bodies may stay out of the frame, but their voices are at all times audible, and the way their voices operate can be made equivalent to the way voice-over works in cinema, as analysed by Casetti (1983) . The viewer is the addressee of that voice-over, which does not have a fictional nature to it.
This kind of discursive production addresses the viewer and invariably revolves around the I-You deixis, with a non-fiction frame to it.
We can affirm so far that, at discursive level, contact enunciation from YouTubers has developed similar resources to television and cinema. However, when focusing on the medium-device level, we see an important difference between YouTubers' videos and traditional media, that points at the specific nature of this kind of broadcasting.
YouTube and its convergence with other media, such as Twitter, promote the viewer's individuation. As the following image shows, the interface presents a views counter and a subscriber counter (Figure 2 ). Let us take a look at the following example so we can assess the nature of this particular individuation in YouTubers' videos. During a live broadcast, elrubiusOMG announces he has 8,999,523 subscribers and challenges the viewers to reach 9 million at that precise moment. If they manage to make it, he promises them a surprise. After twelve minutes, during which he continues to talk and to anxiously look at the subscriber counter, elrubiusOMG reaches his objective and keeps his promise: he puts a Minecraft box over his head and starts doing a dance ( Figure 3 ). -elrubiusOMG, November 19th, 2014 7 Figure n. 3
Subscriber counter, view counter, like and dislike counter
I Hyped 9 Million Creatures Live
The reason for the success of the broadcast is that it was based on individualized contact. During this broadcast, both actions of subscribing and getting subscribers met at a joint action, made visible in the counter numbers.
Another resource enhancing viewer's individuation is the interaction the interface allows. In it we find a like and dislike counter and a public area in which viewers, individualized by nickname, can leave their comments for the YouTuber to answer. The possibility of feedback transforms viewers into addresser media subjects. Feedback is strengthened and expanded by the articulation between different hypermedia accounts, such as Twitter, Facebook and Instagram. The YouTuber receives many viewers' messages via different media and frequently answers to those in the videos.
Emotive enunciation
Another distinctive feature found at YouTubers' videos is their strong emotive function (Jakobson 1960 And it is the reason why I selected it to be in this Top 10.
The emotive function highlights the individual style of each YouTuber. As their production has a non-institutional nature, this attribute is reinforced. The YouTuberspeaker is not equivalent, in this sense, to the television host because, even though television hosts display their particular personality, the show's enunciation is polyphonic because of the presence of the other actors from that channel (technicians, director, cameramen, etc.) . YouTubers, on the other hand, even when they mention or show who is filming them, take on the role of responsible speakers of their videos and their videos' style. As pointed out above, we could say that contact enunciation that puts emphasis on emotive function proposes an exchange scene in which the YouTuberspeaker and the viewer are conceived as individualities.
Genre
Following Bakhtin's classic definition of genre -productions that have certain similarities in their thematic content, verbal style and composition-, YouTubers' videos can be grouped into six major genre.
• Gameplay videos: Screencast in which the YouTuber plays alone or with others online. Videos of this kind usually have had none to nearly none editing. It is common to see a tiny superimposed image that shows the YouTuber playing ( Figure   4 ). experience (Scolari and Fraticelli, 2013) . Within the analysed corpus, gameplay videos conform the main genre with the most views and the highest rankings.
Five nights at Freddy
• • Vlogs: These videos are about life experiences (not related to videogames). In them, the YouTuber looks into camera and presents a certain subject. Then, a narration begins that has him as the lead character. It can be about a trip to another city 15 , a friend's visit or a house-warming party 16 , etc. The universe in reference in the story is independent from videogaming. The viewer is constantly addressed in a nonfictional way. Enunciation in this kind of video creates a double speaker. One is diegetic -the YouTuber-, since he is the subject in action (frequently, holding the camera as well). The extra-diegetic speaker is created during editing. Added music, collage, pastiche, graphic add-ons and zoom affect the storytelling and ends the effect of transparency the above genres hold. The added speaker makes comments and jokes and frequently makes a fool out of the YouTuber.
• Television-like videos: In this kind of videos the main form of enunciation comes from television. In them the YouTuber can be seen performing a hidden-camera joke 17 , or talking about videogame conventions and releases as well as doing videogame reviews and critiques 18 . Even when this kind of video has a primarily contact-oriented and emotive enunciation, the YouTuber acts in them as a television reporter. Alongside vlogs, videos within this genre are highly edited and produce a double speaker as well.
Two enunciative contracts: ludic-professional and ludic-neophyte
Two enunciative contracts -that is, two different ways of making videos and addressing the viewer-emerged from the analysed textual corpus. We will define the first contract the enunciator is also a gamer, but the videos are not limited to the videogaming universe as they also include vlogs and television-like videos. Gameplay videos still represent the dominant genre, but the enunciator assumes in this case the role of a noobie that is learning how to play the game as he/she plays it. The relationship with his/her enunciatee is built upon the YouTuber's dual positioning: the enunciatee becomes a symmetrical accomplice, with which the YouTuber shares knowledge and with whom he learns about the vicissitudes of the game, and also a lower asymmetric one, since the YouTuber is constructed as a derided player because of his/her unsuccessful playing, his/her outbursts of rage and terror provoked by the game, etc.
Emotive enunciation prevails in this kind of production and justifies the contact. The neophyte player does not teach nor informs: the YouTuber rather amuses the viewers and becomes himself the funny object of his own enunciation. elrubiusOMG is the YouTuber who most clearly assumes this enunciation proposal. 
ADAPTATION AND SIMULATION
In this section we present an analysis of Yutubers, a TV program produced by Comedy
Central that remediates the aesthetics and grammar of the YouTubers' channels.
In February this show represents a good opportunity to analyse the way in which television takes over a successful production from its most dangerous competitor: YouTube. We are now going to focus on some of the most significant traits from YouTubers' videos this show replicates and then analyse the way it interprets them.
Yutubers is a pre-recorded show. Its editing has the following characteristics:
• Accelerated montage
• Superimposing of images conforming collage and comic pastiche ( Figure 5) • Frequent hand-held-camera shots
• Superimposing of screen-captions simulating hypertextual windows The last operation that the show Youtubers carries out in an attempt to imitate the YouTubers' productions is the simulation of webcam shots. This is achieved by producing a low quality image along with shots taken by a camera positioned on the desk where the host is located (Figure 7 ). Such a shot is continuously combined with regular studio camera shots.
Webcam-like shot in Yutubers Yutubers broadcasts guest YouTubers' videos. The show's hostess also interviews them and puts them in funny situations. YouTubers in the show act as funny television host and reporters' apprentices that mess up constantly. As the show's guests, they are subjects to an editing process that highlights their mistakes and witticism, and in this way portrays them as funny objects. The show's editing as well as the voice-over summarizing the content and the exhibition of technological media (microphones, cameras, etc.) in the same way 'neotelevision' does it (Eco, 1985) are the utterance's creators. The prosumer nature that defines the YouTuber's character is restricted, as the YouTuber does not reach his/her state as subject of enunciation. The limits that television faces when trying to take over the YouTubers' production gets in this way exposed. Television may adopt several of the YouTubers' video characteristics, but the enunciative effect brought about as a result of an individual being responsible for an utterance is out of its reach, because in this case the speaker is not an individual but an institution.
CONCLUSIONS
The analysis of the enunciation strategies and enunciative contracts of the top Spanish YouTubers shows that the viewer's individuation is a distinctive trait in their production. If we focus on contact enunciation, the way the YouTuber-speaker operates is similar to the way TV hosts do. Even if they do not look into the camera for long periods of time, they move and talk tirelessly, addressing the viewer by means of that voice-over. On the other hand, when the analysis focuses on emotive enunciation, it highlights the individual style of each YouTuber. The non-institutional nature of the YouTuber productions is reinforced. In this sense, the YouTuber-speaker strategy is not equivalent to the traditional television host.
The success of YouTubers seems to have its basis in the emphasis given to individualized contact. This kind of contact generates an individual who assumes the production of the videos, and at the same time an active viewer that leaves his/her mark on the interface and actively participates by commenting, expressing their likes and dislikes, subscribing to the channel and contacting the YouTuber via other media such as Twitter.
During the course of this research two types of enunciative contracts in the Spanish YouTubers proposal have been detected: the ludic-professional, mostly focused on videogames and gameplaying, and the ludic-neophyte, that goes beyond the videogaming universe in order to include vlogs and television-like videos. In the first case, the production favours gameplay videos and addresses a public demanding information from the gaming universe; in the second one, the videos appeal to a wider audience in a more emotive way.
Regarding genre in the top Spanish YouTubers' production, six typologies were identified: gameplay videos, tutorials, videoclips, interviews, vlogs and television-like videos. This taxonomy, based on semio-discursive criteria, proposes a first output that could be expanded/confronted with those from other similar studies. Genre analysis is always a critical issue that, in the specific case of YouTube, sees its complexity increased because of the great number of content and hybridizations between the different genre.
Even if the objective of this research was to analyse the main Spanish Youtubers' productions, the next step in this line of investigation should be the development of a comparative analysis to identify the main differences and similarities between
YouTubers from different countries and regions. Questions like "Is there a common YouTuber style?" or "are there any particular national specificities in their discourse?" might be central to a broader research program. For example, in countries like Mexico 'booktubers' are a smash hit (Tomasena, 2016) and ( Damián Fraticelli is lecturer of Semiotic and Media Studies at the Universidad de Buenos Aires (Argentina). His research interests include the contemporary production of humour, the interactivity between broadcast and networking media and the emergence of new enunciators at Internet.
